Introduction
Analyses of Palestine and Israel often privilege one 'group', 'identity' or 'place' over the other rather than attempting to theorise and examine potential connections. As a result, space is often theorised in negative ways, as disconnecting and separating Palestinians and Israelis and as disempowering and marginalising for Palestinians. In turn, the concept of space becomes one which becomes closed to alternative, more positive imaginings and theorisations of how space can connect Palestinians and Israelis and potentially help create hope, shared identities, trust, and conflict resolution. In areas of conflict, film and theatre performances can be a powerful tool in this endeavour because they may use and interrogate space in more radical, malleable ways, in order to try and imagine hope, peaceful alternatives, or to encourage communication and connection between rival sides. This paper highlights the transformative nature of space, made possible through the analysis of performance. In particular, film, with its powerful visual, emotional, affective potential, provides a useful case study. There is a need to move beyond arbitrary binaries between the 'reel' and the 'real' (Dixon and Grimes 2004) by borrowing the notion of 'third space ' from Bhabha (2004) and by stressing performative articulations of space, that move beyond representation and borders towards a politics of affect (Thrift 2004) . This paper has two main aims. Firstly, it argues that analyses of how space is actively constructed, manipulated and performed within film can help geographers to theorise space in more positive, hopeful ways in conflict situations.
Secondly, it points out that such performances can in turn have more material 
Being, becoming, hoping: the geographies of hopeful spaces
Theorisations on Palestine-Israel have often 'taken sides' in the sense that they are written from one or the other perspective and those that deal with both tend to focus on the negative repercussions of power inequalities. Whilst the latter is very important and relevant, it is also important to consider and utilize more hopeful conceptualisations about the region. A focus on Palestine-Israel does not suggest an easy, unproblematised merging of Palestine and Israel but a commitment to consider the potential of shared space, place and time which, whilst acknowledging the materialities of inequality, also recognises the potential of hope and creative articulations of spatial interactions, jarrings and performance. The focus on negative separations and violent conflicts can make thinking hopefully about the region difficult. Despite the excellent 5 work that has been conducted in geography and beyond it, there is potential for critical conceptualisations that focus on the symbolic, material, virtual, performative and imagined ways in which borders are transgressed, connections forged and lives and identities shared. In order to do this, the paper brings together three quite distinct areas of literature: geographical work (and beyond) on Palestine-Israel (and in particular, research stressing connections and sharing between Palestinians and Israelis), geographies of hope, affect and performativity and the geographies of film. In turn, it hopes to highlight the value of such an approach to help create more hopeful, affective geographies in conflict situations, which focus more on the sharing and connectedness of space.
Numerous scholars in geography and beyond have debated the complex issues that exist in the region. These include analysis on the contested historical context and the political and territorial wrangling over land (Newman 2006 (Newman , 2008 Schnell 2001; Yiftachel 2006) Phelan 1999, 224) also point out that "performativity is then this in-between-ness: "a space we might call the tension of the present time"". Such a moment is one that is cross-cutting, is in the process of becoming and evades closure, producing a spatial suggests alternative space in which freedom and hope is a possibility but which exists alongside despair and apathy. The next section will go onto to analyse the detailed ways in which this is achieved in the film.
The careful and precise way in which Suleiman frames his shots stresses the poetics of space as a carved out space in which the present becomes heightened. This forces spaces of hope to appear, in which the present is viewed through the past and, in the process, what appears is always part of something else. Such obscurity suggests both hidden silences and the need for reflective clarity. As an emotion, hope is enacted when there is the potential for clarity as it stresses the connections between the tangible and the intangible. Therefore, to become hopeful through and within such space requires a commitment to connection and recognition that although moments in films may be conceptualised as representations, it is more fruitful to see them as dynamic and non-representational performances. In this way, moments can become political opportunities for transcending accepted norms and ways of seeing, creating a spatial politics of affect. Obscurity and juxtaposition can lead to a vision for change, whilst at the same time, reminds us that there will always be hidden injustices and oppressions that need to be overcome.
At the beginning and at the end of The Time that Remains, there is a taxi driver who gets lost in a rain storm, with a figure in the background who does not talk at the beginning but reveals himself as E.S at the end. At the beginning he sits there like a ghostly figure in the back watching over the Israeli taxi driver who is talking to him and getting frustrated at the fact that he is lost and cannot contact his colleagues on the radio. There is fog, rain, and obscurity and this leads us to question whether the future is bleak and silent for Palestinians. The future may be bleak but is also suggestive of change and possibility if one can make sense of the haze; however, the future is not necessarily visible or clearly mapped out yet and it is within third spaces that hope may appear, as we are asked to question the status quo in light of the past and future. The film emphasises the value of third space as its in-between-ness stresses the need to unpack how identities, us/them relationships and Othering are negotiated in material and symbolic ways. Said (1978) and Portugali (1993) , for example, remind us that identities can be seen as mirror images; we define ourselves in relation to others and in doing so we mediate difference as we subvert and consume the Other. The film demonstrates how this process can be both empowering and difficult. Such subversion of power and domination can also be seen in the suggestions that appear throughout the film that Israeli soldiers are only trying half heartedly to do their job; for example, there are fishing incidents throughout the film that show this, where the soldiers put a spotlight on Elia's father and a friend and ask them where they are from, if they have their IDs but do not bother to check anything. Soldiers are often depicted as both brutal and comical in the film, and this appears to occur more and more as the time in the film progresses, a comment perhaps on the absurdity of the situation. For example, there is a 1948 incident with soldier who was tying his father's arms and was trying to put a bag over his head but could not reach because he was too short and so got a rock and stood on the rock but was unsuccessful in the end; such a gruesome image was tempered by the soldier's inability to do his job and suggests the ridiculousness of depressing events that have occurred and keep occurring in the region. An even more surreal moment appears when E.S faces the 'separation wall' (which is again a topic that Khleifi and Sivan also deal with in their film). E.S faces the wall, takes a pole vault and then soars over it: this is a political statement but is also slightly comical and suggests the malleability and pointlessness of enforced barriers. The physical wall becomes obsolete, a symbol and reality of separation (Usher 2006) Therefore, such films highlight the importance of situating the past within the present and the complex ways the past is materialised in contemporary spaces, identities and everyday lives. Again, the concept of third space is useful as it reminds us of the need for connection, however difficult this may be, between moments of oppression and injustice and empowerment and resistance. Being and becoming hopeful requires discussion and communication even though there will always be material difficulties as people negotiate representations and realities around them. The value of this film is its insistence on dynamic performance rather than static representation; although it may seem that it is presenting the 'truth' it actually refutes 24 meta-narratives and concentrates on moments and spaces that are both suspended above and placed within a time frame that although dynamic, also allows one to pause
and reflect on what could be. As an emotional journey through and within space, the film provides unpolished, unglossy, sometimes confusing and ambivalent versions and visions of everyday life and perceptions. As ordinary people in the film speak from homes, streets, front yards, cafes, museums, and construction sites, the spatial entanglements of nation and state become apparent. They feel both trapped and liberated by space, which becomes an in-between space both problematic and potentially empowering. In this way, space creates vulnerability and agency, inclusion and exclusion.
Scholars have also outlined how space has become marked, (re)named, and a and is bitter about demolition orders that threaten to remove an extension she has built for her brother who is homeless; she emphasises that she will "never leave; they'll have to kill me first". A council meeting in the same town reveals tensions between the majority Jewish councillors and the sole Arab one who has to defend illegal buildings by Arabs many of whom feel they have no choice but to build such houses because it is difficult to do so legally. This micro-space of contestation and negotiation is one that is finally mediated by the Chair of the meeting who pleas with both sides not to resort to extremism. Such mixed towns have been seen as potential spaces for co-existence has built a wall to prevent it but inevitably the wall has proven to be useless and the liaison has continued.
The film stresses the role of spaces of communication which can become confrontational or therapeutic and can allow opinions to be aired. There are many examples of this in the film, ranging from examples given above to a demonstration in Lod/Lydda where people are using their voices and public space to try and achieve social justice for Arabs in the town. In another scene, Israeli peace demonstrators take to the streets to break a curfew at Nablus in the West Bank in order to take food to its residents. They cross fields and ugly, violent scenes follow in Nablus as the Israeli military tries to prevent them from doing so. The directors are also continuously shown speaking to Israelis and Palestinians, asking questions, which are often fairly deep, confrontational, thought-provoking and at times, not easily answered. For example, the following conversation at a checkpoint illustrates this. In another scene, one of the filmmakers asks an elderly Israeli man who fought in 'Operation Matate' (Broom) in the years leading up to 1948 whether he felt any pity towards those expelled. The man struggles with his answer but finally says "We felt pity.
We're human...we did it to survive". This persistence of asking difficult questions stresses the need to do so and to use space in active ways that facilitates critical thought and imagination. It is within everyday spaces that people deal with differences;
as a result, space becomes malleable, part of relationships, performances and practices. Later on in the film at the end of the second part, a family in Beit Jala in the West Bank is celebrating a wedding; it is a surreal scene as well-dressed guests make 
